This paper is a critical analysis of the narrative construction of Seattle's well-known and heavily touristed Pike Place Market. The analysed data come from both institutional and amateur sources, including travel guides and photographs taken by tourists at the market. Tourist literature provides narrative themes in the form of literary descriptions and photographic images, that emphasise and reveal only certain textual dimensions of a place. Tourists' experiences and accounts are inevitably informed by such themes. In addition, studying tourist photography is an excellent way to understand how people actively use and resist modes of representation that are derived from institutional sources. Tourists are usually remarkably proli c photographers, while also being exposed to a great number and variety of institutional narratives of the sites they visit. Public space is not merely a geographical con guration, but also a verbal and visual narrative construction by means of technologies such as writing and photography. The construction of a narrative via the means of technology can be political both in the way that it is produced and in the way it is consumed. The authors examine the dynamic power relationship that exists between institutional and amateur texts about popular public spaces, such as a city's public market.
Introduction
The Pike Place Market is a signi cant landmark in Seattle's urban landscape. Overlooking Elliott Bay and the Olympic Mountains, the market's multiple levels are built on a steep slope and span nine acres with indoor shops, restaurants and open-air produce stalls. Its working class origins, colourful appearance and downtown waterfront location add to the market's spectacular image as an authentic marketplace, not just another predictable mall or a tourist attraction. Local farmers, who sought to sell their produce directly to the public eliminating the middleman, set up their wares here in 1907, with a long-standing slogan 'Meet the Producer' (Shorett & Morgan, 1982) . Filled with superlatives, it is the oldest continually operating market in the United States; its now iconic red neon clock and letters that read 'Public Market', are some of the earliest outdoor neon signs on the West Coast; the rst (original) Starbucks coffee shop is also located here. Much of Seattle's identity comes from these images of old neon, produce-laden stalls, theatrical shmongers and narrow passageways crowded with people, always against the backdrop of snowcapped mountains across the bay. Located in the centre of downtown and overlooking the waterfront where inter-island ferries mix with industrial barges, sailboats and yachts, the salty ocean air adds a sensory legitimacy to the market as a place of dynamic and genuine local commerce. As a space of mostly local, non-corporate shopping, it is promoted as one of the city's unique tourist attractions. Once the backdrop of a Levi's commercial, the market is commonly centre stage in promotional literature and tour guides about the city. It is so visually recognisable that seemingly arbitrary imagery, such as a part of a neon coffee cup or a heap of sh are typically used metonymically to signify the market.
Considering the Pike Place Market's signi cance and prominence in the tourist landscape, we explore some of the narratives that help reproduce a celebrated place and ultimately help promote the city of Seattle as a unique tourist destination. We begin by examining how the market is described to tourists and, in turn, how tourists engage with the (re)production of the market narrative. Through a combination of travel guides, tourist photographs and interviews, we look for common themes that emerge in these narratives. Travel guides and photography are emblematic of how places are communicated or 'sold' to visitors. At the same time, visitors use representation technologies to re ect and to express their own identity and experience within the tourist landscape. None are isolated from one another. Our goal, therefore, is to nd out on the one hand how tourist guides articulate the appeal of the market. What qualities are chosen as 'selling points' to attract tourists? On the other hand, we look to see how tourists internalise institutional narratives, what qualities of the market they reproduce in their own narratives, what they add, ignore and how they transgress.
Narrative, Representation, Textuality
One of the rst literary critics and structuralists interested in signi cation across communicative modes, French semiotician Barthes (1975) argued that narrative can be found not only in linguistic text, but also in still and moving images, material objects, body movements and gestures, and combinations thereof. Building on Barthes' approach as well as Genette's narrative theory (cf. Genette, 1969) , Bal de nes a narrative as 'an account in any semiotic system in which a subjectively focalized sequence of events is presented and communicated' (Bal, 2005: 272) . While Genette's now classic theory focuses speci cally on a formalist approach to literature and tends to shield storytelling from ideological implications, Bal -not unlike Barthes -extends this storytelling capacity to any account in any medium, insofar as such an account is based on 'the truth-claim of virtually any narrative ' (2005: 1) ; that is, a narrative is an account constructed and presented in such a way that it can be seen 'as exemplum, as illustration, as a replacement for proof, when embedded within expository discourse; as a report of reality, in journalistic discourse; as typical, as case, in realistic narrative' (Bal, 1991: 1) . The cultural analyst's task then is to understand what and whose versions of 'truth' are included (and excluded) in the narrative at hand and how the themes that can be found in the narrative work together to make such a statement. In shifting her analytical focus from the 'deep structures' of narrative to the truth claims and subjectivities involved in storytelling, then, Bal also actively addresses the concern -expressed by many a cultural theorist, and in particular by visual studies scholars such as Mitchell (1986) -with 'linguistic imperialism' over all forms of signi cation.
For the reasons described above, Bal's conception of narrative is particularly useful for the purposes of this paper. Our interest lies less in narrative theory per se and more in a heuristic application of the concept of narrative to our dataset and analysis; Bal's approach to narrative (which here, is naturally simpli ed) seems especially tting in relation to some of the ways in which storytelling occurs in the context of tourism, that is, in relation to processes of recording, reporting and recalling a tourist site or experience. In this study, we examine the themes that can be found in two different types of tourist narrative, namely institutional and personal narratives, respectively in the form of images and linguistic text found in travel guides and photographs taken by tourists on a visit to the Pike Place Market. In addition, it is worth noting that both writing and photography are technologies and therefore 'enframe' what they represent in their own terms and within their own limits (Heidegger, 1955 (Heidegger, /1977 . In other words, technology is not a neutral means of representation, because it functions within a set of social, historical and cultural constraints. Technology is informed by and informs, at the same time, a certain understanding of the world. Hence, narratives 'frame' reality through the subjectivities that speak through them, the truth claims they make and the means of representation that are used to deliver them.
Ultimately, any narrative only reveals speci c portions of a certain world, while inevitably excluding others. In doing so, then, it also produces a particular and often particularistic perspective on the reality that it 'tells'. Conversely, in creating tourist narratives about a public space such as the Pike Place Market, producers of both visual and linguistic texts incorporate 'pre-existing units of information ' (Said, 1979: 94) in their work. As Foucault (1980) explains in his theoretical work on discourse, knowledge and representation are informed and shaped by a historically constituted authoritative 'tradition'. For this reason, Said's notion of textuality -which is based on Foucault's theoretical stance -is key when exploring power relations in the production of narratives de ning the identity and overall 'reality' of a tourist site. Textuality can be de ned as the (re)production of knowledge about a given reality through a web of authoritative texts (Said, 1979) . For example, in his ethnographic work among backpackers and charity travellers, Hutnyk (1996) recognises that the authority of texts such as lms, novels and travel books about Calcutta constructs a reality for the Western traveller that often becomes more 'real' than the place itself (Said, 1979) . This textual reality informs and constrains travellers' perception of the 'actual' Calcutta as well as their own production of images and texts about Calcutta as a place and an experience. However: the ways Calcutta is represented beyond the gossip and traveler-lore of backpackers extends to a variety of forms of representation which reach worldwide. Travel guides, formal literature, maps, postcards, photographic collections, amateur and mainstream cinema, souvenirs, and so on, contribute to the elaboration of a Calcutta which circulates around the world in ways which play a crucial role in the maintenance of a geopolitical hierarchy. (Hutnyk, 1996: 214) According to Hutnyk, then, Western travellers in Calcutta are not only consumers of the spectacle offered by authoritative texts, but also active producers of texts -and narratives -via the means offered by technology. Their use of technology as a means of representation is often informed by their 'knowledge' of Calcutta and its people through texts made in and by the West. In this sense, the 'terms' and 'limits' of any given means of representation -for example writing and photography -are in part de ned by the dominance of certain narrative themes or even norms over others. Thus, the production of narrative often reveals particular worlds in ways that represent the internalisation of 'authoritative' texts. This does not mean, however, that producers of narrative re-enact institutional meanings passively; rather, the consolidation of given narratives works as a 'structure of attitude and reference ' (Said, 1993) , whose themes and truth-claims are readily available for use in the textual production of new meanings -traditional, ironic or even resistant ones. We will return to this last point in the Discussion section of this paper. With these conceptual tools in mind, our goal is to examine the narrative construction of the Pike Place Market as a key Seattle public space and a tourist site via institutional and personal narratives.
Methodology and Research Questions
The central focus of our analysis is the relationship between institutional and amateur/personal tourist narratives about the Pike Place Market. We examine travel guides and tourists' photographs separately and then compare and integrate our ndings to discuss this relationship. We will return to our data collection and analysis methods in a moment. Our main research question, then, is whether and how tourists use, in the production of their images, narrative themes and aesthetic norms deriving from institutional forms of representation (such as those offered by mainstream visual and print media). This research question draws inspiration from lm scholar Burch's book Life to those Shadows (1990) , in which he argues that 'the "language" of the cinema is in no way natural, a fortiori that it is not eternal, that it has a history and is a product of History' (Burch, 1990: 2) . Burch's goal is to denaturalise this underlying assumption, by examining the social and historical circumstances in which 'an Institutional Mode of Representation' (Burch, 1990: 2) was constituted and systematised in a set of aesthetic principles (framing, camera movements, lighting, editing, etc.) that 'has been explicitly taught in lm schools as the Language of Cinema, and which, whoever we are, we all internalise at an early stage as a reading competence thanks to an exposure to lms ' (1990: 2) .
We nd that Burch's notions of internalisation and (de)naturalisation of certain modes of representations do not apply only to moving images, but also to still photography. This is mainly because of the close relationship between lm and photography, the former being based on the basic (technological, historical and aesthetic) principles of the latter. In this sense, we believe that the majority of people are educated to recognise a set of aesthetic norms as 'natural', 'correct' and 'beautiful' 1 and to develop a reading competence that is con ned to a limited range of options. We also consider that most people do not only learn how to read visual representations, but also how to produce their own visual media as a means to construct narratives and memories. In this sense, our research focus differs signi cantly from Burch's, in that he claims that 'millions of men and women who are taught to read and to write "their letters", will never learn to do anything but read images and sounds, and can therefore only receive the discourse of images and sounds as "natural"' (Burch, 1990: 2) . Of all other kinds of amateur photography (e.g. family snapshots, or ritual and ceremonial image-taking such as graduation and wedding snapshots), tourist photography is probably the best object of study to gain an understanding of how people use or resist forms of representation that are derived from institutional sources. This is because tourists are usually remarkably proli c photographers, while also being exposed to a great number and variety of institutional narratives of the sites they visit.
When text becomes, as Bakhtin (1986: 103) explains, 'any coherent complex of signs', the collection and interpretation of data can be challenging. Needless to say, all settings of tourism are replete with textual artifacts -ranging from visual and audio-visual media to material objects (most often for sale) and written language found in books as much as in brochures or the public space of the tourist site itself. As a consequence, a dominant narrative about a given place can emerge from a variety of texts and is, in fact, most often transtextual. In selecting data for our research, then, we focused on textual artifacts that are not only widely available in tourism (and more speci cally in relation to the Pike Place Market), but that are also arguably central and linked by a relationship of power in regard to the tourist's experience of a given site. Speci cally, we focus on travel guides as highly representative of institutional visual and linguistic narratives about the market, and photographs as key artifacts produced by tourists themselves to construct and present their own narratives of their experience at the market.
Travel guides are crucial texts in informing tourists' experience of a given place or 'site'. They are the most common source of information for the tourist, and in fact often precede and guide them in their search and selection of experiences. The institutional presentation of knowledge via tourist texts such as travel guides -which may or may not be compiled in collaboration with locals, insiders and even tourists -may therefore constitute an authority (Foucault, 1966 (Foucault, /1970 ), which in turn is able to construct a reality for the tourist that becomes more 'real' than the place itself (Said, 1979: 93) . In addition, travel guides often use texts -both visual and linguistic -that are borrowed from other travel guides creating a sort of a collage of narrative that is mirrored throughout the travel literature (Hutnyk, 1996) . Conversely, photography is a central means of representation in the construction and presentation of personal narratives by tourists. Bourdieu (1990) describes photography as a 'middle-brow' practice. This is because photography is an accessible form of representation, as it is neither artistically elitist nor nancially out of reach for most people. Speci cally, tourist photography 'includes two broad categories of photographic images: (1) photographs taken by tourists and (2) photographs produced for tourists by members of a host community' (Chalfen, 1979: 437) .
In relation to this last point, we see tourist photography as ful lling a twofold social function: rst, it represents and constructs institutional narratives and identities of public space through postcards, travel guides, brochures, and other artifacts; second, it represents and constructs personal narratives and memories of people regarding their experience of a place. In our analysis of photographs taken by tourists at Seattle's public market we focus on how people produce their own visual media (namely, photographs) as a means to construct narratives and memories of themselves that can be shared with and understood by others. Sontag claims taking photographs is a way 'of converting experience into an image, a souvenir' (Sontag, 1979) . We are particularly interested in the relationship between institutional and personal tourist narratives and how the latter -and therefore also tourists' memories and experiences -might be shaped by the former. For example, a now classic argument is that mass-produced tourist photographs (in concert with travel literature) 'not only formulate and institutionalize what tourists see and how they see it, but also how they know and understand what they see' (Albers & James, 1988: 136) .
In addition to travel guides and photographs taken by tourists on a visit to Seattle's public market, we collected in-depth interviews on the tourists' experience and their image-taking activity there. Since our main aim is to understand whether and how tourists integrate institutional narrative themes into their own narratives of the market, it is also key to collect testimonies regarding the tourists' perceptions and motivations in relation to their image-taking activity as well as the social lives that they envision for and assign to the photographs they take. This last point is particularly interesting because as Baudrillard (1998: 158) writes, 'leisure is not the availability of time, it is its display [sic]'. Photography is arguably the most common and powerful device of this display. It is also worth explaining that, for the purposes of this study, a 'tourist' is someone who visits a site for leisure or for some form of pleasure associated with activities such as 'sight-seeing', 'souvenir-picture taking' and 'experiencing an authentic local site'. In this sense, our tourist will not be necessarily an outsider, such as a non-resident, a non-local or a foreigner; instead, a tourist will be someone whose social identity (cf. Carbaugh, 1996) at the market is not primarily of a utilitarian, but rather of an aesthetic or semiotic kind:
[T]he tourist consumes services and experiences by turning them into signs, by doing semiotic work of transformation [. . .] . The tourist aestheticizes, so to speak, originally non-aesthetic objects. He or she turns referents into signi ers. (Lash & Urry, 1994: 15) While the Pike Place Market is also and foremost a functional public space, where trade occurs and utilitarian objects are acquired, the tourist (who, at different times, may be a simple customer or even someone who works at the market) experiences the space of the market through the 'symbolic complexes' (Culler, 1981 ) that distinctively characterise it as an attraction. This distinctionwhich can in fact only be analytical -should not however be seen as a hierarchy of sorts, wherein tourists are smugly considered as mere consumers of empty 'markers' of place, rather than being engaged in 'authentic' interactions in the space's 'back regions' (Culler, 1981) ; indeed, sojourners and even locals can be tourists, insofar as their main motivations and activities in relation to their visit to the space of the market are the leisure, the aesthetic enjoyment and semiotic production, and the display thereof that we discussed above.
Both for the collection and analysis of our data, we used principles and relevant applications of grounded theory (cf. Glaser & Strauss, 1967; Strauss & Corbin, 1990 ). For example, using photography as a visual tool in a sociological study, Suchar (1997) links photographic data collection and analysis with grounded theory. He explains how shooting scripts, or series of questions that guide documentary photography relate to the discovery process of grounded theory. Both processes are based on the creation of categories for data collection, organisation and analysis. While shooting scripts requires the creation of categories for data collection and grounded theory is driven by data collection that generates conceptual categories (or themes), Suchar uses both as a back and forth process of interrogation, to ask questions about the observable world and to develop theory based on the data analysis. We build on Suchar's approach and instead of collecting photographic data based on a shooting script, we identify a type of pre-existing script -tourist photography -and ask this question: What and how do tourists see through their camera lens? Rather than acting as documentary photographers ourselves, then, we identify a cultural scene (a tourist attraction) and a communicative action (tourist documentation) in order to examine the way in which tourism is performed through photography (cf. Carbaugh, 1996) .
In looking for our pre-existing script and people who had recently produced it independently of our research, we referred to the University of Washington Foundation for International Understanding Through Students (FIUTS), which provides international students with support (e.g. host families) and occasions to get to know US students and the area around Seattle. Among FIUTS activities, the most popular one is perhaps the Wednesday lunch that is offered to both international and US students as a way to socialise on a weekly basis. We asked permission to collect data from both US and international undergraduate and graduate students attending the Wednesday lunch, as this would be an ef cient, valid and overall productive way to gather a number of images and accounts: ef cient, in that we would not only get in touch with a relatively large group of people, but also because they would be more likely to have taken images of the public market as tourists, as most visiting and exchange students are introduced to Seattle's landmarks and attractions in the beginning of the academic year and also re-enact their tourist photography script throughout the time of their sojourn; valid, in that our population, however homogenous in terms of age and occupation, would present a good degree of variation, specically in terms of cultural background and gender. In addition, while all of our participants were students, most of them had not been and were not going to be University of Washington students for the long-term; in this sense, they had been socialised into different institutional and educational backgrounds. However, precisely because they were in Seattle as sojourners, most of our participants were also producers of tourist narratives as well as arguably more likely than other 'foreign' tourists to have been exposed to English language tourist literature about Seattle.
Our group of participants was thus composed of three females and three males between the ages of 21 and 27 from different disciplines and from both the United States and other countries: Pablo from Argentina, Andreas from Germany, Michele from Italy, Naeyun from Korea, Sylvia from Seattle and Alba from San Diego. In one case, we interviewed a participant (Pablo) with his partner (Marina), since she had spent her summer in Seattle and had contributed actively to Pablo's image-taking activity at the market. We designed our interview questions with a few of our key conceptual foci in mind: tourists' expectations prior to and motivations for visiting and taking photographs of the market, the uses and meanings that tourists assign to their photographs, and the relationship between their expectations about the market and the photographs they took. During our interviews, we asked the following questions:
(1) Why did you go to Pike Place Market? What was your main reason for visiting it? (2) What did you expect to nd and/or see at the market before going there? (3) What was your motivation for taking these photographs? (4) What use do you make of these photographs? (5) What was interesting to you about the market and how is this re ected in your photographs? (6) What kind of camera did you use?
In approaching both travel guides and tourists' photographs and accounts from an analytical standpoint, we used some key principles of grounded theory to tease out the themes in each set of data. Through the process of open coding, we looked for recurrent narrative themes in each travel guide, treating each guide as a data set. Once we categorised themes in each of the guides, we then compared across the guides relating the data to see how the emergent themes align across texts. We used the same technique to identify repeating themes in the tourist photographs and interviews and then drew comparisons across all of the data to see what categories t with one another. To add to coding validity, we each focused on separate sets of data. One of us analysed the tourist photographs and interviews, while the other examined the travel guides. We treated photographs similarly to the verbal and written text in that we looked for emerging themes in the ways in which the images were composed and revealed speci c aesthetic choices, for example in terms of subjects and styles. In examining images, we also drew from principles of visual semiotics (Barthes, 1977a (Barthes, , 1977b Kress & van Leeuwen, 2006) . After the coding was complete, we compared notes and focused on the complementary themes that emerged in our individual analyses. Finally, we integrated our ndings in a discussion that critically examines and problematises the relationship between the institutional and amateur tourist narratives, while also providing working ideas for examining increasingly widespread, yet ambiguous web-based tourist narratives such as travel journals and blogs.
Travel Guide Narratives about the Market
Our imaginations of the market go as far back as the Greek agora that served not only as the heart of commerce, but also as a stage of public life where citizens came in contact with one another in a public space (Rowe, 1997) . Recently, major cities have been rediscovering the value of the market both as a place of commerce and as a tourist commodity itself. In the United States, Seattle's Pike Place Market is one of the most famous examples (Ducci, 2004) . We examine how the market's image is sold and what expectations are created for the tourist. A variety of guides were reviewed and the following were chosen as representative of different genres catering to a range of classes, age groups and travel agendas. Access targets the fast paced, weekend trip visitor with not much time to spare for 'discovering' an area. Focusing on quick access, it provides concise, no-nonsense information leaving out owery details. Best Places, on the other hand, addresses a more leisurely traveller, but the title itself implies that the points of interest have been distilled to 'the best'. The reader might be someone with nancial resources to spend on high quality, luxury attractions. Lonely Planet's audience is generally hipper and thriftier; their adventures entail the labour of 'exploring' a place off the beaten track and on a low budget. Not typically concerned with the quickest ways to get to the 'best' tourist attraction, this travel guide appeals more to the romantic who likes the idea of being lost somewhere on the globe, not as a tourist but as a traveller. These books were chosen after a review of a number of travel guides, as they appeared to be some of the most recognisable and popular. In this tourist literature, repeating narratives of spectacle, abundance and resistance work to construct a particular air of authenticity about the market.
Our analysis begins by focusing on the exterior of the texts -the cover images and the self-descriptions. The Access guide cover features a familiar neon coffee cup overlapping the Public Market sign below. The background image is a horizon of hazy mountains, forest and the bay, lit dimly by the setting sun ( Figure 1 ). Being the home of the now globally ubiquitous Starbucks coffee shops, coffee in Figure 1 Coffee cup neon sign with the Public Market sign and Elliot Bay in the background on the cover of Access Source: Image courtesy of HarperCollins Publishers general and images of coffee cups in particular have become some of Seattle's unof cial mascots. The neon, the market lettering, the coffee cup and the natural setting all capitalise on iconic associations with the city. The cover design sets the Pike Place Market itself as the central locus of Seattle's iconography. Access' subtitle claims that the guide 'makes the world your neighborhood', implying that with the help of the guide the tourist can become an insider of the neighbourhood. As noted earlier, Access' main appeal is to someone using the guide for a quick reference, the information is minimal, the facts brisk and maps are easy to nd. Focused on ef ciency, Access advertises 39 detailed maps, advises the tourist to 'pack lightly and carry the best travel guides' and pledges that it 'will help [the tourist] immediately locate' the area of their interest (inside back cover). Access promises access to local life, and it offers this access in an ef cient manner. On the cover, all prominent Seattle highlights are centred neatly around one location -the market.
Although targeting a slightly different audience, Best Places offers a similar narrative. The front cover on Best Places also features an iconic image of Seattle ( Figure 2 ). It is so familiar that one need not see the sign in its entirety to know what it is. A cover photograph cropped to show the red neon letters LIC hanging over a partial letter T beside a quarter of a clock showing the numbers 9, 10, 11 and 12. Metonymically, this is all that is necessary to recognise the famous sign of the Pike Place Market that reads PUBLIC MARKET next to a neon red Figure 2 Close-up view of the neon Public Market sign on the cover of Best Places Source: © Rick Dahms clock. Through further metonymic extension, the sign represents the market as a whole, and the market Seattle. The simple design of the neon sign is a nostalgic emblem found in old history books about the city. Aside from maps, this is the only photograph in the Best Places guidebook. The self-description of Best Places, like Access, promises insider information. The guide claims to present the 'true strengths and foibles' of Seattle. The introduction of the book validates this claim by assuring the reader that the travel guide is 'written by and for locals and therefore coveted by travelers' (Smith, 1999: ix) . There are two major themes that surface in this claim. One is that there is 'real' or more 'true' information that exists, the second is that there is 'real' authority that can provide that information. The guide positions the locals as better producers of knowledge about the place and also more savvy consumers of it. The book claims to be a 'real' guide used by the locals, only accidentally discovered by the out-of-town tourist and therefore more authentic. The irony of this discovery, of course, is that the book's text addresses the out-of-towner in making this claim. The out-of-towner, after all, is the book's primary audience. Not many locals read tourist literature to learn about their city, most get to know a place by living their daily lives there and likely do not read guides to nd the 'best places'. Best Places' description is typical of tourist narratives -those of authenticity, discovery and uniqueness (MacCannell, 1976 ) -while the tourist's identity is framed as one of a voyeur, a spectator who becomes an instant insider into a local life with the help of the guide.
A similar appeal to realism surfaces in the Lonely Planet's Seattle travel guide. The cover image on the guidebook shows an old rusty hull of a boat, with numbers painted over it counting down 10, 9, 8. The photograph is an aesthetic representation of a well-used vessel, historical and utilitarian. The ship does not look like a cruise ship or a passenger ferry; it seems to be a commercial ship likely populated by shermen as worn and rusty as the steel of the hull (Figure 3) . The numbers on the boat are not a decorative frill for the staged authenticity of a tourist attraction, they are there for a pragmatic purpose -to designate water levels. These prominently featured markings are important for function and survival at sea. The boat's giant corroded façade evokes the daily routines of shing, labour and endurance. While the other guides display the neon signs found on the façades of the market, this cover shows the back stage, the 'real' gritty shing boat that delivers the sh from the sea. Like the other guides, Lonely Planet claims that local knowledge informs the book's facts. The guide's author describes gathering wisdom from the locals over beer, sh burgers and coffee -the beer, sh burgers and coffee all representative of the Seattle market fare, authenticate the author's claim.
All three travel guides describe the market from a very similar narrative perspective. The depth and length varies according to each book, but the themes are recurring and much of the phrasing is repeated in all of the texts. Each book rates the market as Seattle's top attraction; for example, Best Places rates it as the number one of the 25 top attractions and Lonely Planet features the market as the rst attraction on its list. In an almost identical similarity, all three guides claim that the market is an energetic representation of the soul of the city. Best Places begins its chapter on the market, 'If cities have souls, then Pike Place Market is Seattle's' (Smith, 1999: 172) . Access calls it a 'kinetic profusion' (Dawson & Dawson, 1997: 48) , describing the people, the energy and the individual enterprise as the main draw of the market. Lonely Planet's introduction to the market reads, 'Seattle's most popular tourist attraction, noted as much for its exuberant theatricality…' (Miller, 2001: 85) . The market is thus set up as 'the soul of the city', 'a kinetic profusion' and an 'exuberant' theatre. These descriptions underscore the market's spectacular energy.
The guides, rst, attribute this energy to the spectacle of human interaction. Access' authors observe that it is not necessarily the wares in the stalls, but the people themselves who make the market alluring. They mention impressively high statistics of how many people visit the place daily (according to Access, the number is 40,000 people per day). The cast of the market is listed and described in terms such as ' shmongers', 'hawkers', 'loud', 'friendly', 'local' and 'ethnic', painting an image of a vibrant varied space where people enjoy and engage with the crowd. In all of the books, the buskers (street performers) are an integral part of the show and, as described in Best Places, their street routines turn street corners into stages (Smith, 1999) . In this narrative of spectacular chaos, the vendors and buskers compete for the spectator tourists' attention by means of what Lonely Planet describes as a 'tourist tickling showiness' (Miller, 2001: 85) . It is how one might imagine an ordinary bazaar of the old days, these narratives of chaos guarantee a chance to be a âneur, to be lost in a crowd, to anonymously observe the many plots of the market drama. The set itself is unstructured, meandering and impossible to explore all in one day, as Lonely Planet reads, 'mayhem and dislocation is part of the charm' (Miller, 2001: 86) .
In a self-re exive moment, Lonely Planet takes the reader behind the façade of the market. A separate box is inset in the text where Miller gives the readers advice on how to become 'a wannabe market busker' (Miller, 2001: 85) . Here is a chance for the tourist to participate, not just watch, but only as a poseur, not a 'real' street performer who makes a living from an act. Busking, it turns out, is not completely spontaneous. Breaking the illusion of an improvised spectacle, Lonely Planet discloses that buskers pay a fee to the Preservation and Authority Department to use designated busking sites that are marked with a painted musical note on the pavement. The sense of chaos is mediated by the information that even some of the most liminal actors in this theatre must obtain a permit to perform.
Along with performance, the sense of abundance lls the narrative of the spectacular market. Produce, crafts and local specialties are listed in colourful descriptions such as 'towers of artichokes' that 'loom in the market stalls and bouquets of owers bloom in the arms of passersby'. Linking the market with the waterfront, descriptions detail stacked seafood, '…fresh sh, and other shell sh piled high on ice, are the real heart of the market' (Miller, 2001: 87) . Lonely Planet describes the market as the 'leviathan of markets.' These themes of spectacle and abundance work to conjure up the market as an authentic space, a 'true' (Smith, 1999) market that was started out of 'need', not to attract the tourist as a spectator, but to sell produce to the consumer in a most ef cient manner.
Such narratives work as a certi cate of the authenticity of the market in an effort to appeal to the tourist who is in a constant quest for the authentic (MacCannell, 1976) . What is continuously repeated in these accounts is the notion of the market as a place of local production and consumption. The market's vendors are mostly local and its produce regional. The exchange and the goods are local and therefore more authentic than in a mall or a supermarket where employees are most often disconnected from the distant origins of their wares. The authentic, local producer can interact directly with the buyer, providing authentic information about the product and invoking, unlike a worker in a supermarket, the market vendor has the power to negotiate. The authenticity is reproduced through various visual colourful descriptions for example, 'old sea dogs' (Smith, 1999: 172) who hang out in the 'down-home authenticity' of the market where 'real people work and buy' (Miller, 2001: 85) . The guides frame this space not as an international tourist attraction, but a locally owned and used public space. It is a space, like many other tourist attractions, that is sold as a place of everyday routine and somehow more appealing in its utilitarian purpose (Kincaid, 1988 ).
Yet, in describing the surrounding area of the market, Lonely Planet assures the reader that despite the streets around the market that are lled with 'offputting vagrancy' (Miller, 2001: 86) , there is still very little danger in the area. The off-putting vagrants are people who do not t into the markets' romanticised spectacle, yet their presence is enough of a threat that the guidebook reassures the reader that the area is safely contained. While the descriptions of the market rely on narratives of authenticity, the drunks and the prostitutes in the neighbouring streets are the wrong kind of authentic. As with the above example of authorised buskers, the tourist is promised a spectacle of routine life, but reassured of safety from too much unsavoury realism. Instead, the narrative of the 'real' revolves around regional consumption (as described above) and historicised perseverance (as we discuss further).
The travel guides make use of the market's material and social history to retell the same story of perseverance in the face of urban development. Writers point to the cobblestones, an apothecary and Tarot card readings that still linger at the market. Similarly, the guides discuss the vulnerability of the waterfront and the distant Olympic Mountains, but reassure that their rich natural history can be explored at the aquarium and the Imax Dome Theater. Repeatedly, the books tell the victorious story of resistance to modernisation. Since 1907, the local farmers have sold directly to the consumer, eliminating the middleman. In the 1940s, the internment of Japanese farmers, loss of agricultural land to development, increased traf c, suburbanisation and the rise of supermarkets severely damaged the economy of the market. When in the 1960s the city planners wanted to raze the market for parking lots, voters successfully rallied against its destruction. At this time the trend of development was quickly spreading throughout the United States and the preservation of the market was an inspiring act of successful resistance. The travel guides frame this resistance by describing how the market won over traf c, gentri cation and homogenisation. Here, the heart and soul is no longer the energy of the spectacle, but resistance to industrialisation. In Access, 1920s artist Mark Tobey describes the market in reference to growth as 'a refuge, an oasis, a most human growth, the heart and soul of Seattle' (Dawson & Dawson, 1997: 48) .
The 'heart and soul' theme as a consequence of resistance is repeated in all three travel guides. Lonely Planet describes the 'heart and soul of downtown' (Miller, 2001: 86) , recounting the unique management of the market which proharbours hibits national chain stores, harbours the low income housing and social services that give Pike Place 'a gritty edge' and keep it from becoming 'too upscale'. Lonely Planet goes on to depict such symbols of resistance to mass culture as cars stuck in gridlock while people rule the streets; independent record label Sub-Pop records; and Left Bank Books 'for socialist reading'. Best Places describes the predominance of mom-and-pop stores, the market's policy against mass production, once again declaring the market the 'soul' of Seattle (Smith, 1999: 172) . These narratives celebrate a long-term perseverance of the market to stay true to our imaginations of what an agora (and perhaps an ideal public space) should be -populist and not made homogenous by global economies.
The Lonely Planet is the only guide that features several photographs to supplement its text. A signi cant portion of the photographs is dedicated to the market. An entire page features a set of six images depicting the themes discussed earlier. The abundance of iconic local products -crabs stacked in rows, Washington apples with a sign that reads 'Apple-Lanche Warning' jokingly warning the buyer to be careful not to upset the pyramids of apples, the famous monk sh from the spectacle of the shmongers, the cover photo of the weathered shing boat, the waterfront and one of the market's alley walls plastered with posters announcing independent lm festivals and local independent music events. Each photo invokes the authenticity of the market with its images of spectacle, abundance and resistance. As we will see in the next section and in our nal discussion, very similar themes appear in tourists' photographs and accounts.
Photography and Tourists' Narratives about the Market
In the next few pages, we will describe some of the themes that emerge from our analysis of tourists' photographs of the Pike Place Market. In doing this, we will examine both the visual organisation of the images and the corresponding accounts of people's experience at the public market. The quantity and quality of the images that were given to us by our participants seems to vary according to the technology that was employed. 2 However, a few distinct visual connotators (Barthes, 1977a) , that is, colours, choice of subjects, relationship between background and foreground, lighting etc., are recurrent across participants. First, all images were shot in colour, in a way that seems to enhance the abundance, variety and uniqueness of the people and goods that can be found at the market. In the photographs taken by our participants, cheerful and boisterous vendors are portrayed with their merchandise, a variety of people inhabit the larger shots of the market and close-ups of piles of crabs, iridescent sh, bell peppers and dried owers are numerous. As Kress and van Leeuwen (2006: 234) point out, 'the use of a maximally varied palette' entails recognition that 'its very diversity or exuberance is one of its key semiotic affordances, as is the restraint involved in its opposite, lack of differentiation'. Tourist images are usually shot in colour (and with digital cameras even more so) and this may be due to the symbolic implications of livelihood, uniqueness and ultimately also of authenticity (this is the 'real local colour' of this particular market) that are attached to the use of 'plain' colour in photography, rather than black and white or more sophisticated colour processing systems. Kress and van Leeuwen (2006: 160) also explain that (in visual communication, and especially in photography) colour is a 'marker of naturalistic modality' -it conveys realism, insofar as it is saturated, differentiated and modulated to the effect of highest modality, or to achieve the status of 'real-life' colour.
Second, the most recurrent subject of these images is either the main entrance sign (the one with the 'old' clock) or the secondary 'Public Market' sign. The sign is usually shot in such a way to make it as central and legible as possible: frontally and isolated from its busy surroundings in full daylight (Figures 4  and 5) , or as the main element that shapes space and de nes background when shot by night (Figures 6 and 7) . In other words, the salience attributed to the sign is highest; its 'weight' in the images' composition is maximal in terms of placement in the visual eld -for example, the sign is at the top, on the left or in the centre -and tonal and colour contrast, as the bright coloured sign is most often shot against a very pale or very dark background, with little or no interference of other 'busy' visual elements (Kress & van Leeuwen, 2006: 202) . In addition, the information value 'attached to the various "zones" of the image' (Kress & van Leeuwen, 2006: 177) in which the market sign is usually placed (i.e. left side or centre) suggests that the sign itself is treated as a 'given' -'as something the viewer already knows, as a familiar and agreed-upon point of departure from the message' (Kress & van Leeuwen, 2006: 181) -or 'as the nucleus of the information to which all the other elements are in some sense subservient' (Kress & van Leeuwen, 2006: 196) . In other words, based on these tourists' photographs, the sign can be considered as what 'makes' the market, at least from a visual standpoint. This last point is particularly interesting, as in Figure 6 and Figure 7 the red neon sign literally makes the space in images that otherwise would hardly exist (being mostly black). In this sense, photographing the sign is not only a self-explanatory way to de ne the market iconically, but can also be a means of 'visual appropriation of a place' (Crawshaw & Urry, 1997: 179) .
All participants agreed that the sign with the clock is the de ning trait of the market. Pablo even took a photo of the sign from the back (Figure 8 ) -as if it Figure 4 The main Public Market sign by day Figure 5 A composition that isolates the Public Market sign from its surroundings deserved the special attention of being portrayed from all possible angles, while also providing an additional element of authenticity in the guise of evidence that a 'back region' of the market was also explored and recorded. Furthermore, both Alba and Andreas directly associated this sign with the 'oldness' of the market (e.g. 'reminds of old pictures from Paris' and 'old school'), especially when compared with the rest of corporate downtown and -as Andreas claimed -'the U.S. in general'. Perhaps surprisingly, in only one case does a photograph portray the tourist(s) themselves as the main subject and the market sign as a self-explanatory (i.e. both linguistic and visual) background. Alba's photograph of herself and her boyfriend (Figure 9 ) was taken by a friend and seems to respond to tourists' need 'to construct their memories through the photographs they take and the
Figure 7
The main Public Market sign in a night-time composition (Crawshaw & Urry, 1997: 179) . By posing in front of an iconic background such as this one, the tourist is creating her own personal postcard image. Alba admitted that taking that image 'was really about getting the sign, which de nes the place'.
Another recurrent subject of these images is the vendors and their goods (especially seafood, owers and produce, in this very order). In relation to this point, Andreas pointed out how 'usually downtown Seattle is empty, as there are not many people on the streets, but the market is full of people'. Along the same lines, Naeyun claimed that her night shot of the public market neon sign (Figure 6 ) does not re ect what she found to be the most interesting aspect of Pike Place Market, namely the fact that there is 'lots of interaction between people'. Alba also offered a revealing comment on the relationship between the artful way in which goods (and thus also colours) are displayed and the nostalgic, authentic character of the 'market experience':
What is interesting was the fact that it's a market. There are so few markets in the U.S. anymore, everything is street malls or grocery stores. We are deprived of the market experience, because going to the market is fun, you look and you see what's there. People at the market really lay out their things and everything looks beautiful. It's artistic, it's more than just shopping, it's an experience.
The most represented food stand is undoubtedly the ' ying sh stand'. 3 For example, Alba (who did not take a picture of it) told me that even though she did not know about the market that much before actually visiting it, she had heard about it because of 'the ying sh', which was also what she expected to see the rst time. However, even a 'Seattlelite' like Sylvia took almost exclusively photos of the people working at the ying sh stand (Figure 10 ). Her friend (whom Sylvia photographed as she was sitting on the iconic 'Rachel the Figure 10 A shmonger at the ying sh stand pig sculpture') knew one of the shmongers at that stand and Sylvia's mom has shopped there for the last 20 years (the vendors jokingly call her 'honey' and she gives them cookies during the holidays). Another less frequent yet signicant subject is the street performer. Michele's only photograph portrays a busker playing music next to a mildly inebriated passer-by (Figure 11) . His motivation for taking this shot shows signi cant resistance to (and thus also competent knowledge of) mainstream forms of representation of the public market. Michele told me that he decided to take that image because if he had taken a picture of the main sign, the market alleys or the food stands, those images 'would have already been taken by many other people'. He also added that, since he was alone, he could not take 'a picture of a friend to make it a unique shot'. In this scene he aspired to capture an unconventional, not pre-packaged way to 'see' the public market.
Pablo and his girlfriend Marina also took a couple of images of singers performing in front of the rst Starbucks store, which was opened in Seattle's Pike Place Market in 1971 (Figure 12 ). What is interesting in this case, however, is when these shots were taken. Pablo and Marina visited the market on four On the other hand, the images taken on their rst day were almost all shots of the public market signs and the ones taken on the second and third day were mainly shots of vendors, crafts and foods. This is interesting because it shows an apparent progression from most to least 'representative' of the market in the attention that Pablo and Marina paid to its different realities. Marina said that the rst time she wanted to take photos to show to her family, while on the following occasions she was interested in taking photos of things that were there but that she had not noticed before. Arguably, this increased attention to 'secondary' traits of the public market as a tourist attraction also marks a shift from Pablo and Marina's status as complete outsiders to their gradually becoming insiders.
Finally, we would like to point out that except for Andreas, who used a tripod to take a night shot of the area by the main neon sign, none of the participants indulged in technicalities (e.g. double or prolonged exposures) or aestheticisms (e.g. lighting effects). This seems to be due to the use that the participants make of these images. As Barthes claims in Camera Lucida, every photographespecially a tourist image, we would add -'is a certi cate of presence' (Barthes, 1981: 87) , whose 'power of authentication exceeds the power of representation' (Barthes, 1981: 89) . Except for Michele, who declared that he uses his images just as a record for himself, everybody else agreed that the main use they make of their photographs is to show them to their friends and relatives. For example, both Andreas and Naeyun made their images available online (in a mailing list and on a website, respectively) to let their friends and families see them. In the last analysis, however, each participant seemed to take photographs to construct evidence and memories of their experiences that could be retrieved at any point in time and, in most cases, also shared with others. In creating and presenting their narratives, the tourists' aim was mainly to claim and preserve a truth about their experience of the market. Michele said that the image he took reminds him of how and when he went to the public market. Andreas said that without his photos of the market he 'could forget the food and situation' associated with that day, for instance, when he ate doughnuts -for the rst time in his life -with a friend. Alba even stated that, while she usually keeps her 'tourist photos' in a box in her closet, on a recent visit to her hometown she decided to take all of her pictures of Seattle and put them in 'a cheesy souvenir album that has a picture of the Space Needle and says "Seattle" in the front', and then 'forced everybody' in her family to see them.
These comments, in combination with some of the key formal and aesthetic choices adopted in many of these photographs, suggest that the main aim of a tourist image is to authenticate rather than re-present, or re-interpret, an 'experience'. These photographs are like bookmarks in the continuum of tourist experience. Therefore, the less explicit the arti ces or traits of style used in the production of these images, the more 'authentic' (i.e. less falsi able and thus also more acceptable by others) the memory of that experience will seem to be. However, the construction and presentation of this personal experience may also be affected by authoritative texts such as travel guides (Hutnyk, 1996; Said, 1979) , which in turn make claims and offer vantage points (i.e. spectacle, abundance and resistance) in relation to the authenticity -or authenticities -that can be found at the public market. Precisely because it embodies this tension and dialectic between the assertive/descriptive and subjective/interpretive nature of crafting and presenting a story, then, the notion of narrative is especially tting in describing the textual production that sets apart tourism. In relation to this distinctive nature of narrative, Bal explains:
[L]ike af rmative sentences, they make a statement -describing situations and events, characters and objects, places and atmospheres. Like newspaper reports -a narrative genre -all narratives sustain the claim that "facts" are being put on the table. Yet all narratives are not only told by a narrative agent, the narrator, who is the linguistic subject of the utterance; the report given by the narrator is also, inevitably, focused by a subjective point of view, an agent of vision whose view of the events will in uence our interpretations of them. (Bal, 2005: 270 , emphasis added) As we will see in the next and nal section of this paper, the subjectivities (and technologies of vision) of tourists visiting the market and the 'facts' and points of view provided by travel guides are inextricably woven together in the quest for authenticity, which ultimately also becomes the main narrative theme, or rather the distinctive meta-narrative of both institutional and amateur texts. This interdependence -and increasingly blurred boundary -between institutional and amateur narratives is also reinforced, as we suggest, by an initial examination of a progressively central, yet still under-examined type of data in tourism research, namely online travel journals in the form of websites and especially blogs.
Discussion: A Quest for Authenticity
In his foundational work on tourism, MacCannell (1976: 93) de nes the authenticity that is performed in tourist settings as a form of 'mysti cation designed to generate a sense of reality'. Drawing from Goffman's work (1959) on the front and back regions of everyday social interaction, MacCannell claims that social reality is nowadays established and maintained through cultural representations and performances that mediate and to some extent even transcend interpersonal relations. In the context of tourism, authenticity is performed in a purposefully arranged liminal space (MacCannell, 1976) and, as Trinh (1995: 267) states, it also becomes 'a product that one can buy, arrange to one's liking, and/or preserve'. Indeed, from our analysis of tourists' photographs and accounts regarding the Pike Place Market, it seems clear that tourists use photography to arrange and preserve the market's authenticity -and therefore also to authenticate their experience at the market -for social uses ranging from keeping a personal record of their memories to sharing their images and stories with family and friends. More broadly, however, the notion of authenticity corresponds to the active selection and enhancement, if not fabrication, of 'markers' (or connotators, to say it with Barthes, 1977a ) that suggest that a given setting or artifact is truly and distinctively itself and that, therefore, also implies that this setting or artifact is 'unspoiled' (Trinh, 1995) . MacCannell (1976: 93) offers a great example of the acts of mysti cation that underlie the production of authenticity when he talks about the chemical nitrates that 'are injected into hams for cosmetic purposes to make them more pink, appetizing and desirable, that is, more hamlike'.
While the distinctive 'local colour' of the Pike Place Market may not be systematically fabricated (the public market is also a utilitarian public space), depictions of the spectacular and abundance act as markers or signs of the market's authenticity -and therefore may also become privileged 'traits' in the maintenance and (re)production of the market as a public space. In addition, the theme of resistance contributes to reinforcing a particular narrative of authenticity in relation to the speci c characteristics that make the market the 'heart and soul' of downtown Seattle (e.g. the lack of chain stores or the 'gritty edge' evoked by the presence of people in the streets and 'improvised' performers). Both travel guides and tourists use these themes actively to convey the market's authenticity and therefore also its worthiness as an 'experience'.
As Culler (1981: 132) states, '[t]he authentic is a usage perceived as a sign of that usage, and tourism is in large measure a quest for such signs '. MacCannell (1976) explains that certain markers act as semiotic structures of tourist attractions. Arguably, tourists are 'trained' to recognise these semiotic structures and look for speci c markers through their exposure to institutional narratives, which provide 'the sense of what one must see' (Culler, 1981: 139) . For this reason, there is no doubt that the institutional narrative about the public market provides authoritative themes. At least three of the six tourists that were interviewed for this study referred to reading or hearing about Seattle's public market before visiting it. For example, Pablo said that 'every time you read something about Seattle you also hear about Pike Place'. Likewise, Andreas said that he saw some pictures of the market in a travel guide, that 'were nice' and made him 'more interested in seeing it, as it's one of the major tourist attractions in Seattle'. Finally, Michele said that he expected to nd not only sh at the market, but also a lot of produce, as he 'had heard somewhere that the state of Washington is a big producer of fruits and vegetables'. It is perhaps not surprising, then, that narrative themes such as abundance, spectacle and resistance can be found at all levels of tourists' narrative production, ranging from their choice of visual connotators (e.g. emphasis on colour and favoured subjects such as the market sign) to their accounts. For example, in her comments about the market, Alba actively engaged with the notion of the market as a spectacle in that, as she said 'going to the market is fun, you look and you see what's there'; she also added that 'people at the market really lay out their things and everything looks beautiful'.
The tourist, however, is not only a consumer of the spectacle, but also a producer of narratives that represent a power relationship. Tourists use the public space of the market to enact desired 'sights' and 'stories'. In the pure spirit of narrative, these sights and stories also make truth-claims and highlight certain traits over others as 'proof' of the authenticity of the market and, overall, of the experience (cf. Bal, 2005) . In 'describing situations and events, characters and objects, places and atmospheres' (Bal, 2005: 270) , particular themes (here abundance, spectacle and resistance) become established as capable to convey an ideal narrative of authenticity. Although the narratives described here might be incomplete, then, the importance of looking at them is -among other things -to understand what ideal of public space is constructed in the interaction between institutional and personal narratives. The institutional texts re ect narrative constructions of the tourist as much as tourists re ect the of cial texts. The tourist is not an isolated entity, but also a user of and agent in space.
As Carbaugh (1996) explains, in social scenes relationships are performed, tested and contested. For example, buskers, tourists, vendors and locals are all performing their identities. These performances signify and in fact shape their relationship to one another. In addition, the narratives found in travel literature contribute to shaping these performances and relationships. Conversely, when tourists take photographs that are outside of the script, they do so self-consciously, knowing their deviation and setting themselves apart from the tourists who follow the rules. The travel guides do the same. When they contemplate the 'backstage' of the market, they are performing an identity that sets them apart from the tourist narratives that only serve to present the front stage. For example, Michele decided to take a photograph that would be different from the images that are usually seen or taken by tourists. In other words, tourists do not internalise this narrative about the market in a passive way, but in most cases they actively recognise and use or discard certain textual themes and visual connotators in their own narrative production.
This relationship and dialectic between institutional and amateur narratives becomes even more interesting and complex as we set out to consider emerging tourist narratives such as online tourist travel journals 4 , which include images as well as spontaneous verbal narrations of a travel experience and which, by virtue of their medium, present a curious blend of travel guide and personal themes. While it is more dif cult to establish the functions (who is targeted and to what purpose?) and the agency (are these 'real' and 'ordinary' tourists?) of online sources, this kind of online data also offers a fertile ground -and an ever more wide-spread form of textual production -for the study of tourist narratives that cannot be neatly identi ed as 'institutional' or 'amateur'. Obviously, a systematic examination of online data is beyond the scope of this paper, and our comments here should therefore be taken as working ideas and, we hope, inspiration for future research on online tourist narratives.
The three online travel journals that we reviewed present the same main visual and verbal patterns that emerged from our analysis of tourist images and accounts. The emphasis on colour and the choice of subjects resonate with our participants' images. The rst online source that we examined is the website (http://www.gerhard-lang.com/seattle.htm) of an Austrian couple with two passions: billiard and travel. Ilse and Gerhard have travelled extensively in the United States as well as in other countries. A map on their website shows all of the places they have visited and their speci c routes. Their small section on Seattle's public market consists of two images: a crab stand and a shmonger showing a big sh to an astonished woman. In addition, this web page includes a paragraph with a passage that is particularly reminiscent of the kind of 'soundbite' information about the market that could be found in a travel guide:
This farmers and sh market from the year 1907 offers a lively environment made of shouting vendors, gourmet and grocery stands, a ower and fruit section as well as clothes stands and a ea market. Of all North American markets, this is not only the oldest, but also the most interesting one. 5 In our second online source, a travel diary by a young author named Thisbe Niessen (http://www.randomhouse.com/knopf/authors/nissen/desktop19. html), the same emphasis on colour is placed in the rst two lines of the text:
Morning at the Pike Place Market amid over owing owering tubs of sweet pea and delphinium, Rainier cherries and red-ripe strawberries. . . The image of a fruit stand with the caption 'Bounty at Pike Place' and images of ower stands and the waterfront corroborate the theme of abundance that is conveyed by the use of colour both in the verbal and visual narrative of the public market. Our third online source, which is a seemingly professional traveller's journal (http://www.travelswithjuliana.com/usatrip/seattle.html), states that 'Pike Place Market has been Seattle's soul for the last 91 years'. This online journal is no exception to the general emphasis on Pike Place's 'oldness' and 'local colour'. The text mainly describes the Memorial Day weekend's annual celebration 'that nds the landmark's main street lled with colorful art and food booths and three music stages', therefore also reinforcing a sense of authenticity through an emphasis on the spectacular. Throughout the text, adjectives such as 'oldest', 'lively', 'unusual' and 'local' resonate with previously discussed terms found in travel guides and tourists' accounts. Furthermore, the images of the main sign as well as food stands, performers and people 'in painted faces and costumes' use, in a nutshell, the same main connotators found in our participants' images, such as the use of colour, the choice of some 'typical' subjects and a 'realist' -or high modality (Kress & van Leeuwen, 2006) , not artistic or aestheticised -approach to their production.
The institutional narrative may become so common that it assumes a cliché quality that is reiterated throughout tourist texts, both linguistic and visual, to the extent that it becomes almost impossible to make distinctions between institutional and amateur narratives -especially in a time when digital technology and online publishing allow many to produce and present high-quality images and travel writing to a wide public. In fact, the continual repetition and reproduction of the semiotic structures that mark the market produce the market's authenticity:
The existence of reproductions is what makes something original, or authentic, and by surrounding ourselves with markers and reproductions we represent to ourselves, as MacCannell astutely argues, the possibility of authentic experiences at other times and in other places. (Culler, 1981: 132) Narrative clichés are often used to commodify a place or experience. In a Marxist analysis one would argue that at the Pike Place Market nostalgia and authenticity are simply a commodity. However, a deeper question can be posed here. Why are people drawn to these narratives and the places that are constituted through them? There are not many public places like the public market in Seattle, and yet it is described as the 'heart and soul' in both institutional texts and personal accounts. What is inherently appealing in the market as a public space that is lacking elsewhere? And nally, what can we learn from these narratives as we develop our cities? The market remains a celebrated yet fragile space in a culture of homogenising urban development.
Fischmarkt aus dem Jahre 1907 bietet ein lebhaftes Ambiente, das deftige Marktschreier, Gourmet-Verkaufsstände, einen Blumen-und Obstmarkt sowie Kleiderstände und einen Flohmarkt umfaßt. Unter allen Märkten Nordamerikas ist dieser nicht nur der wohl älteste, sondern auch der interessanteste.
